City University of New York (CUNY)

CUNY Academic Works
Student Theses

College of Staten Island

Spring 5-19-2022

The Ideal Elizabethan Marriage (Or Naught): How Fletcher’s
Comedy, The Tamer Tamed Serves as a Sequel, Homage and
Riposte to Shakespeare’s The Taming of the Shrew
Katherine Brillante
CUNY College of Staten Island, katherine.brillante@cix.csi.cuny.edu

How does access to this work benefit you? Let us know!
More information about this work at: https://academicworks.cuny.edu/si_etds/4
Discover additional works at: https://academicworks.cuny.edu
This work is made publicly available by the City University of New York (CUNY).
Contact: AcademicWorks@cuny.edu

Brillante 1

The Ideal Elizabethan Marriage (Or Naught): How Fletcher’s Comedy, The Tamer Tamed Serves as a
Sequel, Homage and Riposte to Shakespeare’s The Taming of the Shrew

1. Introduction: Marriage in Renaissance England
In the early modern era, marrying for love was not the convention for marriage. In
Shakespeare’s era, there were many other priorities set forth by the family in the union of a
husband and wife, along with a set of societal values—especially amongst families of middle
class and wealth. People from present-day societies might define such marital values differently
from the values of Shakespeare’s era. While there are some remnants of modern marriage values
that are still present in today’s values, perhaps the levels of importance of each of them are
scaled quite differently in terms of priority when it comes to matrimony. One of the most
obvious distinctions of these values from then and now is the freedom of choice; in
Shakespeare’s time, men and women were not permitted to marry without the approval of the
family. Nowadays, we tend to take our freedom of choice for granted. Furthermore, while today,
many people believe that the decision to marry someone is primarily determined by love, in the
early modern time period, financial status was given a much greater weight. However, we must
consider the fact that while these values might be true for some individuals, I argue that they do
not always apply to all individuals within a society. While some texts attempt to display the
societal norms and expectations of the times, we cannot assume that they apply to everyone,
even to those who lived during the early modern time period. While it is true that many
marriages of this era were often arranged, it is not out of the ordinary to assert that many couples
defied the traditional convention of marriage to instead marry for love. We have seen this act of
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rebellion happen in several historical texts. In fact, marriages were typically arranged for reasons
that rarely had to do with love, and the aspect of love rarely played an important role in any
marriage arrangement. While mutual consent may have been desired, the marital agreement was
more focused on the collective interests of kinship, community, and lordship. As Frances E.
Dolan states, “Marriage was a matter of public significance and debate, intimately intertwined
with the religious, political, legal, and social crises and changes reshaping English life” (161).
Hence, the motives behind marriage were arguably frustrating for many women for obvious
reasons. This ideology of marriage created rebellious individuals, and this paper will pay
particular attention to the women. Cook argues: “Despite the romantic ideas expressed in plays
and poetry, most marriages were contracted on the basis of interest rather than affect” (84). The
two terms are defined in a way that makes sense of Shakespearean values: to the modern mind,
there is an obvious difference between marriage for interest, which pertains to money, status, or
power; marriage for affect—pertaining to love, friendship, and sexual attraction. Cook argues
that “the former is wrong and the latter, right” (84). It becomes clear then, that the set of values
then and now are ultimately reversed.
In Shakespeare’s era, with marriage came first a negotiation followed by inheritance;
these inheritances mostly contributed to monetary gains between the husband and the wife’s
family, or simply for financial well-being, security, and hierarchy. It is appropriate, then, to refer
to these marriages as a sort of transaction. Dolan states, “Marriages were never private; in fact,
marriages were primarily motivated by social responsibility rather than self-interest. A marriage
bond was not just made between the husband and the wife, or between the couple and God, but
also among the spouses, their families, their community, and God” (161). The final decision was
made depending upon the financial negotiation factors that would come with the union of the

Brillante 3
husband and wife. This was backed by the power of a “patriarchal, authoritarian culture” (Cook
83). Potential suitors were often men of family friends or neighbors; it was uncommon for a
father to choose a husband for his daughter that he had no familial connections with.
Furthermore, fathers sought out potential mates for their daughters from families who
possessed suitable financial offers. According to Cook, there are “three factors that govern the
choice of a mate: social equality, money, and parental approval. Society demanded a legitimate
male heir to preserve the family name and properties” (84). The bride’s father would make a
negotiation with her potential suitor to which he would provide a dowry payable in cash along
with a trousseau, jewels, and a wedding feast. In exchange, the groom’s father would provide an
allowance to the married couple throughout his lifetime, which would ultimately set the married
couple up for monetary inheritance for the rest of their lives. Moreover, with marriage came
gender roles; in the eyes of the father, the suitor must be able to fulfill the role of the married
man and have the means of providing for both his wife and her family. For men, being married
meant being in charge—there was a strong sense of power that men sought, especially in
marriage. A married man controlled his wife and gave direction, and it was expected that the
wife would always obey him and behave like a wife should behave. The ideal modern wife was
expected to be chaste, silent, and obedient. If a woman were to step outside of any boundaries,
the man had the authority to correct her whenever he so deemed it necessary. Women were not
entitled to any property or money that came with the marriage; the only exceptions were in the
case of their husband’s death. Considering this description of an ideal wife, there were some
women who simply didn’t fit the description. The concept of a woman being ‘sold’ by her father
for financial and social status purposes obviously made many women angry. Dympna Callaghan
states, “A woman’s will in the matter was not necessarily understood as a consideration,
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especially in alliances that involved substantial wealth and property” (xiii). Thus, it was expected
of a woman to not have strong opposing opinions—not only about the choice of her husband, but
also about the societal expectations of them, which were often against her will. Ultimately,
women who were not in tune with the choice of her fathers’ wishes were considered disobedient
and unruly. Cook states that “the church canons of 1603 specifically forbade marriages without
parental approval for anyone under the age of twenty-one, and it was considered a grave sin to
contract a union after that age because it was considered defiant of the family’s wishes. Only
widows, widowers, and adult heirs whose fathers had died could exercise a free choice in
marriage” (85). Should a women retaliate against these rules, they were often looked down upon
and in some cases referred to as the devil: “The devils in em’, even the very devil, the downright
devil” (Fletcher 1.3.301). These societal norms and values evidently altered the opinions, beliefs
and behaviors of women who retaliated against the general expectations. Kate and Maria, who
both fall under the category of rebellious women, show what it was like to live in a society that
had unequal expectations between the male and the female standpoints, ultimately expressing a
battle of the sexes that existed in the early modern time period.

2. Shakespeare’s The Taming of the Shrew
In Shakespeare’s play, the ideology of Shakespearean marriage values was presented and
retaliated by Katherine, the female protagonist who plays an essential role and exemplifies the
problems with marriage values that were viewed as both normal and acceptable of the times.
Evidently, the title of the play suggests that a shrew will be tamed. However, Kate does not get
completely tamed. Instead, Petruchio enters Kate’s life with the intention of changing her unruly
ways—to which he does succeed—to an extent. While he gets Kate to understand the importance
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of being an obedient wife, she never loses her spirit, and in fact, she learns that just as she can be
tamed, the same can be done to Petruchio vice-versa. We begin with the Induction, which
introduces the character of Christopher Sly, a poor, drunken tinker who is made of a joke to get a
point across about the theme of the storyline that is to follow in the main play. He passes out and
is discovered and taken by a lord who returns from a hunt. The lord dresses him in some of the
finest clothing and jewelry and then tricks him into believing he has a wife once he awakens in
confusion. While the characters in the Induction have no correlation with the plot of the main
play, this practical joke that is imposed on Sly helps to centralize the main theme of the play.
Dolan argues that “The Induction shapes how we view what follows. First, the Induction teaches
viewers that characters form their identities by playing roles and that they can switch roles and
thus identities; and that characters also form their identities in relation to other characters” (6).
Essentially, the idea that a person’s behavior is directly influenced by a person’s surrounding
environment is introduced as a concept in the Induction. Interestingly, through no will of his
own, Sly is placed in a new role that he never anticipated: “Believe me, lord, I think he cannot
choose” (1.1.39). These words, said by one of the huntsmen, can be equally applied to
Katherine’s situation, who was controlled by powerful men, such as her father, Baptista Minola,
and her suitor, Petruchio. Katherine is forced to play the part of a wife, which was a role she
defied prior to meeting Petruchio. In the Induction, we are introduced to the theme of marriage.
When Sly awakens, he is immediately hesitant in believing that he is a true lord. It wasn’t until
there was made mention of a wife–to which Sly connected to physical gratification–that he
stopped questioning what he believed about his own identity: “As he shall think by our true
diligence / He is no less than what we say he is” (1.1.67-68). Sly’s attitude highlights the
importance of physical interaction between a male and female, which in the man’s eyes gives
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him power to receive pleasure from his wife whenever he pleases. Essentially, this is part of
being an obedient wife. Immediately after being told that he has a wife, Sly demands: “Madam,
undress you and come now to bed” (2.2.115). It is clear from the beginning acts of the play that
Kate, the shrew, would be difficult to manage—her attitude towards marriage had always been
negatively perceived, as suitors brought forth by her father repeatedly refused her and her
shrewish behaviors. The fact that Katherine has not wed holds back the character of Bianca, the
shrew’s younger sister, from marrying. Baptista demands that Bianca shall not wed before her
eldest sister, which is problematic because of Katherine’s shrewish personality. Referred to as
“Katherine the curst,” her behavior is without a doubt perceived as fiery, rough, and simply
unlikeable (1.2.517). A man preferred to wed a woman who was of a gentle, kind, and obedient
manner, much more like her younger sister, Bianca—one that wouldn’t give her husband trouble.
Simply put, Kate does not paint the picture of the ideal wife. A woman was expected to sacrifice
her own individuality in favor and submission to her husband.
Petruchio is a stubborn and manipulative gentleman who arrives in Padua with one clear
motive: to marry a rich woman, Katherine, no matter the challenge or what others had warned
him about her. He states, “And I have thrust myself into this maze / Happily to wive and thrive,
as best I may” (1.2.444-445). Petruchio’s father has passed away and now has come to Padua to
find a rich woman so that in return he can receive a dowry. In his conversation with Hortensio, a
suitor to Bianca, Petruchio reveals that money is the main motive, and the idea of finding a lover
or a soulmate for a happy marriage is never expressed by him: “I come to wive it wealthily in
Padua; / If wealthily, then happily in Padua” (1.2.464-465). It is clear, then, that money has a
heavier importance than the presence of love in terms of marriage values. With money being the
main motive behind finding a woman to wed, Petruchio goes to some great lengths to tame Kate.
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He succumbs to withholding the basic human needs for survival to change her ways. When
speaking with Baptista, Petruchio gets right to the point—he informs Baptista that he wishes to
marry his daughter, and immediately inquires the dowry he shall receive in return: “Then tell me,
if I get your daughter’s love, / What dowry shall I have with her to wife?” (2.1.118-119). Here,
Petruchio is expressing his interest in Katherine, and after Baptista informs him the dowry he
shall receive, he immediately agrees to move along with the marriage process:
BAPTISTA. After my death, the one half of my lands
And, in possession, twenty thousand crowns.
PETRUCHIO. And for that dowry, I’ll assure her of
Her widowhood, be it that she survive me
In all my lands and leases whatsoever.
Let specialties be therefore drawn between us,
That covenants may be kept on either hand. (2.1.120-126)
Baptista shows some doubt and concerns with Petruchio’s ability to woo his complicated and
down-right impossible daughter: “Well mayst thou woo, and happy be thy speed, / But be thou
armed for some unhappy words” (2.1.137-138). Petruchio insists that he will do whatever it takes
to woo her and that he in fact will succeed. It is in this moment that the audience establishes
Petruchio’s strong sense of will—which will ultimately bump head-to-head with that of Kate’s.
Petruchio use of the word “love” in his question suggests that a man believed that a woman
needed to believe that she was in love, or at least feel it, if she were to comply and take a man’s
hand in marriage without hesitation. Petruchio has a very particular way with words, and the
audience gets to experience his eloquent verbiage in the early acts of the play. In Act 2,
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Petruchio delivers an important soliloquy, which expresses some of the taming methods he
intends to use on Katherine to woo her:
PETRUCHIO. Say that she rail; why, then I’ll tell her plain
She sings as sweetly as a nightingale.
Say that she frown, I’ll say she looks as clear
As morning roses newly washed with dew.
Say she be mute and will not speak a word,
Then I’ll commend her volubility
And say she uttereth piercing eloquence.
If she do bid me pack, I’ll give her thanks
As though she bid me stay by her a week.
If she deny to wed, I’ll crave the day
When I shall ask the banns, and when be married.
(2.1.170-180)
Prior to meeting Katherine and having a discussion with her, Petruchio already has a plan set in
place to win her love. Being that Baptista, as well as Gremio and Tranio, have already warned
him about Kate’s complicated personality, he pre-emptively pieces together a plan in which he
will impose upon her should she misbehave or act in a way that was considered disobedient. His
plan is clear in that whatever which way Kate should act, he would retaliate her words and
actions in a way that other suitors probably never tried with her. Basically, instead of running
away from her, he would instead come back at her with words of encouragement; almost as if he
wanted her to believe that he already loved her without even truly knowing her. In his soliloquy,
he states that if she were to show signs of anger or yell, then he would rebuke those actions by
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telling her that she sings sweetly; if she were to frown, then he would comment on her beauty; if
she were silent, then he would praise her for her eloquence. Petruchio’s methods for taming Kate
were carefully thought out knowing that he would be faced with a challenge. Katherine’s words
are one of the most powerful tools that she possesses to defend both herself and her beliefs, and
Petruchio manipulates them by implementing a different meaning to her words. He does this by
enforcing his own reality upon her. The two exchange some very clever and humorous puns
during their first meeting, and Petruchio goes along with this to meet Kate at her own personal
wit. He gets what he wants from Kate, regardless of how she responds to Petruchio—both
verbally and physically. Katherine has been introduced to the first man in her life who matches
her wit and goes back and forth with her instead of running in the opposite direction. Is she
drawn to Petruchio for his ability to deal with her complicatedness? It’s difficult to say for
certain what Shakespeare was trying to show the audience here—was this marriage one that
identified with love, or was it showing male dominance on an unwilling, rebellious woman?
There is room for much interpretation here, and many scholars have made interesting arguments
on both sides of these ideas. In his scholarship, Harold Bloom argues that Katherine did not
marry Petruchio against her own will, and that she fell in love with Petruchio at first sight.
Bloom calls Petruchio a “swagger; he provokes a double reaction in her: outwardly furious,
inwardly smitten” (156-157). This argument imposed by Bloom is true for a few reasons: first,
Katherine is known for her short temperament and violent behavior. In fact, she slaps Petruchio
in her very first meeting with him. In Act 2, the discourse between the two lovers shows a direct
correlation with Bloom’s argument on the provoked double reaction. The fact that Katherine
continues to converse with Petruchio and willingly gives him the time of day makes it evident
that she is clearly frustrated with the societal ideals of the marriage process and wants everyone

Brillante 10
around her to see that too. The only way that she can do that is by acting out, both physically and
verbally, which is why she is referred to as Katherine the Shrew. However, it was Petruchio that
was able to ignite the flame of love inside of her for the very first time. Kate develops a liking
towards Petruchio because he allows her to be her stubborn and outspoken self. Petruchio has a
way with his words, and Kate acknowledges it:
KATHERINE. Where did you study all this goodly speech?
PETRUCHIO. It is extempore, from my mother
wit.
KATHERINE. A witty mother, witless else her son.
PETRUCHIO. Am I not wise?
KATHERINE. Yes, keep you warm. (2.1.266-270)
We see here a side of Katherine that no one has seen before. Instead of giving Petruchio hell, she
has paid him a compliment, which is very unlike Katherine’s character. Thus, I would agree with
Bloom to a certain extent, that Katherine did fall in love with Petruchio during their very first
encounter. The way that women were expected to act was quite frankly the opposite of our noble
shrew, Katherine. Therefore, women who disobeyed these expectations and the men of their
society needed taming. This said taming was approached in ways that are strikingly interesting,
one of which is known as falconry. Dolan argues that “Petruchio depicts himself as a falconer
and Katherine as his hawk, who must learn to “come and know her keeper’s call,” (304).
Petruchio had no other way to tame Kate except to train her as his own falcon, in hopes of
transforming her into the obedient wife he desired. This motif of falconry was a challenge that no
other man was willing to take. Petruchio viewed this approach as a sort of game—the idea was to
make Kate’s human necessities—such as the need for food, drink, and sleep—entirely dependent
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on him as the falconer so that she would ultimately obey her husband to get what she wants and
needs in return. Sean Benson states, “what a man must do to tame his wife—or so the argument
goes—is comparable to how a falconer must train his female bird” (188). In doing so, Petruchio
not only proves that he is capable of being a ‘man’, but he is seen as a hero to his acquaintances
as well. There is a sense of machismo here, along with high levels of self-pride. While it wasn't
uncommon for husbands to get violent with their wives, this was an alternate way to prove that
Petruchio was able to win over the complicated will of his beloved, Kate, without having to
submit to violence. Petruchio is well-versed in the practice of falconry—we see this especially in
Act 4, where he describes his intention of taming Kate through the means of the sport: “My
falcon now is sharp and passing empty / And till she stoop she must be full gorged, / For then she
never looks upon her lure,” (4.1.159-161). The methods of taming a falcon suggest withholding
food and sleep from the falcon, ultimately resulting in a deprivation in which the falcon will then
form a forced connection with its trainer since he is the common source of resources necessary
for survival. Dolan argues that “both relationships require special attention at first, for the early
days set the pattern that will be followed thereafter,” (306). This statement radiates the essences
of marriage and falconry, which shows a close relationship between the method of Petruchio
finding his own way to tame Kate through the sport of falconry. Petruchio shows off his
sportsmanship through much of play, especially in Act 5—he is so proud of how well he’s tamed
the once evil Kate and states: “Let’s each one send unto his wife; / And he whose wife is most
obedient / To come at first when he doth send for her / Shall win the wager...” (5.2.66-69).
Immediately, Katherine shows her obedience to Petruchio by returning upon his command. To
put his accomplishments to the test, he commands Katherine to bring over the other wives,
Bianca and the Widow. Katherine again obeys Petruchio’s order, just as a falcon would do to its
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falconer, and brings both Bianca and the Widow to Petruchio. These tests, so to speak, only
testify the relationship between a man and a wife as a falconer is to his bird. Katherine presents
one of her biggest, most powerful speeches after the wedding. At this point in the play, Petruchio
has already supposedly ‘tamed’ Kate. Yet, with her undying spirit, she still has much to say, and
she is still not afraid to speak her mind. Petruchio has come into Kate’s life and has made it
better. We must consider the truth about the societal norms when it came to women’s rights of
the times. Had Petruchio never come into the picture, Kate would have lived an unfavorable
life—alone and without money. If it weren’t Petruchio, Kate would never have learned how to
live comfortably in the Shakespearean society. No one would have been able to open her eyes
and show her what was expected of her. In addition, Katherine’s spirit is never lost, even after
being tamed. Kate speaks on the importance of being an obedient, tamed wife—something that
she hadn’t understood nor believed in prior to meeting Petruchio. She expresses the roles that a
man holds in marriage, using words such as “lord, king and governor” (5.1.150). She even
opposes her own beliefs when she says, “And when she is froward, peevish, sullen, sour, / And
not obedient to his honest will / What is she but a foul contending rebel / And graceless traitor to
her loving lord?” (5.1.169-172). This statement is ironic because it describes the ‘old’ Kate, the
untamed Kate. This statement alone suggests that Petruchio was successful in partially taming
Kate, as she now is demonstrating her understanding of how a woman should act in her society.
It’s as if she is submissively accepting the expectations of an obedient wife, and she does this by
saying the opposite of everything that she believed in prior to being tamed: “I am ashamed that
women are so simple / To offer war where they should kneel for peace; / Or seek for rule,
supremacy, and sway, / When they are bound to serve, love, and obey” (5.1.173-176). The irony
and sarcasm that is present in her speech suggests that even though she has been tamed, it
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doesn’t mean that she will become a weak, silent woman. In fact, when she finishes her speech,
instead of infuriating himself, Petruchio tells Kate: “Come on, and kiss me, Kate” (5.1.192).
Petruchio allows Kate to speak, and he confirms his approval of her for doing so—which proves
my point that Kate was only partially tamed. Kate realizes who is she playing against when she
gets into a quarrel with Petruchio about the sun and the moon—at first, the two go back and forth
about whether it was the sun or the moon that was in the sky. However, with Petruchio being the
manipulative man that he is, he gets Kate to agree with him and lets him have his way: “Now by
my mother’s son, and that’s myself, / It shall be moon, or star, or what I list, / Or ere I journey to
your father’s house” (4.4.6-8). If Kate hadn’t agreed with Petruchio in what time of day it was,
then Petruchio would not take her to see her father. Kate realizes that she is playing a game with
Petruchio and that there is no getting her way if she wanted to go to her father’s house. So, she
succumbs to letting Petruchio be “right,” which starts to mold Kate into the obedient, tamed wife
that Petruchio wants her to be. Yet, Kate has also figured out the rules of the game and has
figured out how to get what she wants from Petruchio in return, just as he does to her: “Then,
God be blessed, it is the blessed sun. / But sun it is not, when you say it is not; / And the moon
changes even as your mind. / What you will have named it, even that it is, / And so it shall be so
for Katherine” (4.4.19-23). She makes it clear that to Petruchio that whatever he says is what it
shall be for her, too. This is exactly the function of falconry—when you do what is expected of
you, you will get what you want in return. Petruchio was successful in taming Katherine to an
extent—however, Kate has proven to us that the road travels both ways—from the falcon’s
standpoint, it is also possible to get what is desired from the falconer in return.
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3. Fletcher’s The Tamer Tamed as a Sequel, an Homage, and a Riposte to Shakespeare’s The
Taming of the Shrew
In John Fletcher’s comedy, The Tamer Tamed, Maria, Petruchio’s second wife, proves that
just as a male can tame his wife as the falconer, the same can be done from the standpoint of the
falcon—similar to what we saw Kate do in Shrew. As it is implied in the title of this play, it
becomes clear that the tamer, Petruchio, can just as easily be tamed by a woman, as Dolan argues
that “a tamer is not inevitably masculine,” (308). Maria takes this motif to a higher level and
shows the audience that the methods of falconry can be easily reversed, regardless of the roles
that the falconer and the falcon take in this motif. In this section of the paper, I will analyze
Maria’s character in comparison to Kate’s, which will ultimately show evidence in that
Fletcher’s comedy serves a sequel, an homage, and a riposte to Shakespeare’s The Taming of the
Shrew. A sequel is a published work that continues the story or develops the theme of an earlier
published work. First, Fletcher’s play is indefinitely a sequel in that the storyline directly
develops and continues the theme of Shakespeare’s play, which is marriage. Fletcher’s sequel,
stated by Katharine Goodland, implies that the final scene of Shakespeare’s play was “merely a
momentary truce in what ended up being a continuing battle between them” (1). We are
immediately re-kindled with the character of Petruchio, who has now remarried a woman named
Maria after losing his first wife, Kate. This time around, Petruchio has married for love. I argue
that Fletcher’s play is in fact a sequel to Shakespeare’s Shrew in that it is a continuation of
Petruchio’s life. We never find out what happens between Kate and Petruchio after they get
married in Shrew. On the contrary, in Fletcher’s play, we are told of a story that follows
Petruchio’s second marriage, and we get a glimpse of what it is like to be married to Petruchio
for much of the play’s story line. In the very first line of Act 1, we are again introduced to the
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marriage theme of the play: “God give em’ joy” (1.1.1.). Evidently, this is a play about
Petruchio’s second marriage to a new woman named Maria. As Jochen Petzold states, “Both
plays share a central character with the name Petruchio; and both plays engage in the debate on
how men and women can and should live together in marriage” (157). This time around,
Petruchio’s character is similar to what he was in Shakespeare’s play. He retains his strong
manipulation skills, stubbornness, and confidence, no matter how he gets treated by his new
wife, Maria. Interestingly, Petzold points out that Petruchio’s first marriage in fact did change
him, and that we hear about this change through the character of Tranio:
For yet the bare remembrance of his first wife
(I tell ye on my knowledge, and a truth, too)
Will make him start in’s sleep, and very often
Cry out for Cudgels, cowl-staffs,
anything,
Hiding his Breeches, out of fear her ghost
Should walk and wear ‘em yet. Since his first marriage,
He is no more the still Petruchio,
Then I am Babylon. (1.1.43-50)
Tranio is arguing that Petruchio’s first marriage with Kate has ultimately changed him.
According to the opening exposition of Tamer, Kate “died of marriage to him, and, in
turn, his already blustery temper was made worse by being married to her” (Goodland 1). In
Fletcher’s play, Maria’s character offers a rebuttal to Petruchio’s wife taming strategies in
Shrew. She is much more assertive in comparison to Kate when it comes to taking action in
rebelling against what she believes in. In Act 2, Maria and Bianca are standing tall and strong

Brillante 16
against Maria’s sister, Livia, about their stances on following the rules deemed by the patriarchal
society. Both Maria and Byanca believe that Livia has been sent by the “Myrmidons” (2.1.34),
which represent the men of the play who are against the rebellious behaviors of women. Right
before Livia convinces the two women that she is faithful by swearing to Maria’s commands,
Maria throws a warning to Livia:
MARIA. If we believe, and you prove recreant, Livia,
Think what a maim you give the noble cause
We now stand up for; think what women shall,
A hundred year hence, speak thee, when examples
Are looked for, and so greats ones, whose relations,
Spoke as we do ’em, wench, shall make new customs. (2.1.78-83)
This moment in the play establishes Maria’s character, purpose, and intentions; that is, Maria had
a duty to fulfill for all women of her present (and future); to take a stand and fight for women’s
rights and gender equality. This scene in Act 2 is solely revolved around their feelings of deceit,
for both Maria and Byanca are serious about their intentions. While Maria knows that her
attempt to tame Petruchio will be frowned upon by many, she also knows that with her wittiness
and intelligence, it can be done with the help of her small feminist army. Maria doesn’t agree
with Petruchio’s ways, and she attempts to change him by withholding sex from him until he
changes them. The play undoubtedly was intended as both a sequel and a reply to Shakespeare’s
play, except in Fletcher’s play, the tables are turned; our original ‘tamer,’ otherwise known as
Petruchio, now becomes the ‘tamed.’ In addition to Petruchio, there are a few other characters
who go by the same name from Shrew, such as Tranio and Byanca. However, as Petzold notes:
“There are small differences: Tranio is changed from a servant to a gentleman; and it is unlikely
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that Byanca is to be read as the same character since there is no indication that Fletcher’s Byanca
is Petruchio’s sister-in-law, and neither does she seem to be married” (158). While many critics
have argued that each of the plays share a similar structure, Easo Molly Smith claims that
Fletcher “posits an entirely new argument about gender relationships, though his invocation of
The Shrew at every stage suggests that he is simultaneously rewriting Shakespeare’s text” (50).
Fletcher includes the problems with gender inequality and marriage in his play by incorporating
a twist to the plot we never expected to see; that is, a story where the woman takes control and
attempts to tame her husband as the haggard. Considering Maria’s personality and
characterization, it would not be far-fetched to say that she, too, would be labeled as a shrew of
the times, even though, as Holly A. Crocker states, Fletcher “never calls anyone a ‘shrew’ in his
play” (409). She is even more resilient to male domination in comparison to Kate, but she carries
on Kate’s legacy by fighting for what she believes in; that is, the war against gender equality.
Maria, along with her army of female followers, are without question a group of resilient,
outspoken rebels. She persuades several of her friends, who are also married, to join her protest
against a male dominant society. Together they barricade themselves in the second story of
Maria’s house, leaving the men to lament from down below. What is to follow is a story line
with several moments that serve as an homage to Shakespeare’s play. In the prologue of the play,
Fletcher immediately pays homage to the war on females. The prologue is also addressed to the
female gender: “Ladies, to you, in whose defense and right / Fletcher’s brave muse prepared
herself to fight” (Prologue). Similar to what we see in Shakespeare’s Induction of his play, we as
the audience are prepared with the historical context of Shakespeare’s era. Fletcher’s play is an
homage to Shakespeare’s because he ultimately chose to write a sequel, thereby paying tribute to
the brilliance and popularity of Shakespeare’s Shrew (Goodland 1). Fletcher utilizes the motif of
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falconry in his play which is an homage to Shakespeare’s Shrew. The play certainly pays homage
to the motif of falconry, but he does it quite differently from that of Shakespeare’s. In turn, it is
the woman now who takes the place of the taming, and Petruchio is now the target who is in
need of taming. Petruchio’s newlywed Maria is on a mission, and that mission will be
remembered and spoken about for many years to come: “Think what women shall / An hundred
year hence speak thee, when examples / Are looked for, and so great ones, whose relations /
Spoke as we do ‘em, wench, shall make new customs” (2.2.96-99). Maria makes it very clear to
Petruchio that she will get what she wants and will not stand for his stubborn ways. In fact, she
assures him that she will change his old ways and that he will become the man he never thought
he would be. That is, a man who ultimately ‘feared his own wife’:
MARIA. I’ll make you know and fear a wife, Petruchio.
There my cause lies.
You have been famous for a woman-tamer
And bear the feared name of a brave wife-breaker.
A woman now shall take those honors off
And tame you. Nay, never look so big. She shall,
believe me,
And I am she. What think ye? Good night to all.
You shall find sentinels. (1.3.292-299).
She is resistant to his domination, and she proves this by joining a band of women in abstinence.
This is considered a major factor in driving a man mad, especially because sex played a big role
in marriage. A man expected to get into bed with his lady whenever he pleases, especially on his
wedding night. “Am I Petruchio, feared, and spoken of, / And on my wedding night am I thus
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jaded?” (1.3.318-319). It is as though Maria’s actions have left Petruchio dumb founded, and
even a bit taken back. For a woman to withhold sex from her husband was a big deal. Maria’s
strategy here is not only cunning and witty, but her strategies are directly correlated to the
methods Petruchio used on Kate when he tamed her in Shrew. We saw how Petruchio was able
to tame his first wife by withholding the most vital means for survival from her. Sean Benson
states in his work that “Shakespeare's facility with hawking language allows him to exploit the
crucial, if not widely known, gender distinction between "trainable falcons (usually females)
and ... falcon- ers (usually males)" (187). The argument that Benson poses mentions the
relationship that falconers cultivate with their birds, which develops an intimacy that implicitly
draws upon the language of marital love. The methods for taming—which both Petruchio and
Maria use on their spouses—were successful because just like training a domestic household pet,
there will be a similar response from the animal to his owner, which is similar to what we see
happen in each of the plays. A domestic companion will learn to respond to its owner through a
typical reward system; he will eventually learn how to compose himself to get not only what he
wants, but also what he needs for mere survival. In the process of that, both the owner and the
animal will learn each other’s ways. Consequently, the same can happen the other way around.
Just as the owner can train his companion to comport himself a certain way, the companion can
do the same to his owner by using the same methods in reverse. Eventually, each of them will
adapt to pleasing one another by doing what each of them requests in exchange for something in
return. Therefore, each of them learns to comply with the others’ orders. In Act 4 of Shrew,
Petruchio states: “The poorest service is repaid with thanks; / And so shall mine, before you
touch the meat” (4.1.47-48). If Kate should obey her husband with the utmost respect, then she
would show him that she was grateful for him in return for a piece of meat. Alternatively, by
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depriving her husband from sex, Maria gets she wants from Petruchio, and he is left with no
choice but to “humor” her wrongdoings: “This shall be done. I’ll humor her awhile. / If nothing
but repentance and undoing / Can win her love, I’ll make a shift for one” (2.6.197-198). It’s
interesting how Petruchio uses the word ‘love’ in his statement, as this again is an homage to
what he says to Baptista about his first wife Katherine in Shrew. The question of whether love
played a factor in each of the marriages is an interesting one. Many scholars have presented
opposing opinions on the matter, but I argue that love was present in each of the relationships
that I am analyzing in this paper. In Act 4 of Shrew, Kate begins to question why Petruchio has
married her only to starve her. At this point in the play, she is starving and desperate to eat
something. Grumio teases her a bit before Petruchio and Hortensio enter with a plate of meat.
Katherine, of course, desperate for food, replies to Petruchio: “I thank you, sir” (4.1.49). This
response is exactly what Petruchio was anticipating, and so he gives his wife the meat. Petruchio
suddenly promises Kate a world of luxury. He uses kind, sweet words with her in a way to show
her that he was pleased with her attitude in that very moment. This act of taming, however, does
not kill Katherine’s spirit. Even after Petruchio finally feeds her, one would believe that
Katherine would fall back from her old ways and think before she spoke. After feeding her,
Katherine and Petruchio begin to argue over stylish cap that she wishes to wear to her sister’s
wedding. Petruchio tells her that until she learns to behave or becomes “gentler”, then she shall
not have what she wants. However, our triumphal Katherine proves us wrong just a few lines
later:
KATHERINA. Why, sir, I trust I may have leave to speak;
And speak I will. I am no child, no babe.
Your betters have endured me say my mind,
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if you cannot, best you stop your ears.
My tongue will tell the anger of my heart,
Or else my heart, concealing it, will break;
And rather than it shall, I will be free
Even to the uttermost, as I please, in words.
(4.1.77-84)
These lines are so powerful because they show Katherine’s true character and her force of will,
which is why I argue that she never truly loses her spirit. Sure, Petruchio may have changed
Katherine in ways that he wished to change her, but her original spirit lives on to even the very
last act of the play. This leads me to believe that love did exist in Petruchio’s first marriage, not
only because the word is used several times throughout the play, but because of Katherine’s
actions that we see as time progresses throughout the play. One thing that never changes about
Katherine is her will to speak her mind. The anger that she feels inside of her—she refuses to
hold in, and if Petruchio couldn’t bear to hear what she has to say, then he’d better not listen.
Even if Petruchio didn’t agree with her behavior, he still allowed her to speak her mind, and I
believe this was out of love. In Shrew, Kate says, “Love me or love me not” (4.1.88). Ultimately,
Katherine is telling her husband that he should love her for all of her flaws, whether they went
against his expectations or not. Petruchio pays homage to Katherine’s statement in Tamer with
his second wife, Maria: “Why, this is a riddle: I love you and I love you not” (1.3.182). These
two lines show a correlation in the frustrations presented by each of the spouses in the
relationship. Perhaps the underlying message here is that there is no such thing as a perfect
spouse, yet we learn to love that person for all of their flaws, even if they comport in ways that
we don’t necessarily “approve” or believe in. For Petruchio, a woman who was outspoken was
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something that drove him mad: “If you talk more, I am angry, very angry” (1.3.185). Yet, he
finds himself again with a wife who is indeed outspoken, even more so than his first wife.
However, to a certain extent, he tolerates both women. Fletcher was paying an homage to Kate’s
character here by showing that a man will only be so controlling of his wife if he truly loves her.
In other words, he will learn to tolerate her in exchange for compromise.
In Act 1, Maria’s use of the word ‘will’ is an homage to Katherine’s character:
MARIA. I am no more the gentle, tame Maria.
Mistake me not. I have a new soul in me
Made of a north wind, nothing but tempest.
And like a tempest shall it make all ruins
‘Til I have run my will out. (1.2.92-96)
A person’s will is defined as something that one desires or wants. Kate uses the word ‘will’
many times in Shakespeare’s play, and we now see Maria using it in Tamer. While Katherine
does not have an overwhelmingly large amount of dialect in Shrew, nearly every speech that she
makes is both fierce and at times, even hostile. She radiates a message that differs from her
sibling, Bianca. In Act 1 of Shrew, Kate scolds her father, Baptista. In response to Baptista
attempting to find a suitor for Kate, she replies: “I pray you, sir, is it your will / To make a stale
of me amongst these mates?” (1.1.57-58). Her reply does not only show rebellion against the
process but is also very snarky. Such a response seems fitting for Kate’s character, as it
showcases the common idea that there were many women like Kate who desperately wanted to
fight against this patriarchal society. As Dolan defines a shrew, “She is a woman refusing to
submit to a man’s authority and aggressively asserting her independence” (10). So, in this way,
Kate finds her own way to be “free” as she pleases “in words” by coming off as a very strong
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and vicious woman. Maria, just like Katherine, will not let her fiery will die. So long as she can
get away with it, her voice will be heard for everyone to hear because that is exactly what she
desires. Sarah E. Johnson argues: “Maria makes an explicit connection between her will and her
soul when she declares her intention to resist her husband’s rule over her. In doing so, she recasts
female resistance of male authority as a sign not of stubborn irrationality that only confirms
women’s need to be governed, but a sign of the intelligence and legitimate desire of the soul, that
divine component of the self that scripture insists women and men alike possess” (311). There is
a common passion that ignites from the souls of both women, Kate and Maria, and for this
reason, Maria’s character is undoubtedly an homage to Kate’s from Shrew.
Fletcher’s play is a riposte to Shakespeare’s original work. According to Goodland’s
Introductory notes on The Tamer Tamed, “Riposte is a term from fencing that became a
rhetorical term used in argumentation. Note how the term itself embodies both sport and war, as
fencing is a sport, but the sport, as many sports have done, grew out of actual combat. And as we
know from Hamlet, a fencing match can be deadly. In fencing a riposte is a retaliatory action, a
defense that seizes the offense” (2). The most obvious riposte that we see in Fletcher’s play is the
gender role reversal, which is executed by the character of Maria. Instead of the man using the
motif of falconry, it is now a woman. Johnson argues, “By withdrawing herself from the scene of
sexual consummation that would visibly affirm Petruchio's ascendancy, Maria calls upon
Petruchio to comport himself in a fashion that respects her agency” (413). As Goodland notes in
her study guide, it is important to note that “At the same time that Katherine found a way to
continue to speak and show her wit in Shrew, Maria does the same, but she takes it even further:
she takes it beyond seeming obedient to an outright claim of equality, and this sense Tamer is a
riposte, not merely a response, but a response that takes the rhetorical initiative and argues for a
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new relationship between men and women, marriage partners, based upon equality” (2). In Act 1
of Tamer, Maria makes the following speech:
MARIA. Now thou com’st near the nature of a woman.
Hang these tame-hearted eyases that no sooner
See the lure out and hear their husband’s holla
But cry like kites upon ‘em. The free
haggard
(Which is that woman that hath wing and knows it,
Spirit and plume) will make an hundred checks
To show her freedom, sail in every air
And look out every pleasure, not regarding
Lure nor quarry, ‘til her pitch command
What she desires, making her foundered keeper
Be glad to fling out trains, and golden ones,
To take her down again. (1.2.190-200)
This speech, said by Maria, “compares to the same taming process that Petruchio used on his
first wife, Katherine, to tame her. Just like a falconer would do, he prepares a “lure” of feathers
for the hawk to come to at his command. Maria is now picturing herself as a “haggard,” a wild
female hawk in her full adult plumage that flies free, making “checks,” false stoops where the
hawk avoids the target. She soars to her “pitch,” the highest point of flight, and ignores the “lure”
or “quarry,” making her master use “trains,” birds on a line, to try and recover her” (Gaines and
Maurer 147). Maria’s speech is not only important, but also powerful in that it defies what was
typically assumed about the sport of hawking. Benson states that “All falconry manuals,
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including any Shakespeare could have known, are unanimous in their assumption of male
falconers who “man” – “ma[k]e tame by accustoming to a man’s presence”—their female
hawks” (189). Thus, the fact that it is now a woman who tames the falconer makes it true that
Maria’s character is in fact a riposte to Shakespeare’s play. The reason that females were
identified as trained hawks is because “The male hawk, or tercel, is often slower, a third smaller,
and typically less aggressive than his female counterpart. Thus, the female is the ideal hunting
bird and the term “falcon” is technically reserved solely for her” (Benson 189-191). This is
interesting because Fletcher defies the norm and plays with the motif of falconry by turning the
tables around and giving more power to the women in comparison to Shakespeare’s play. In Act
1 of Tamer, Livia and Rowland are two lovers who are forbidden to marry, given that Livia
already has a suitor lined up for her named Moroso, whom she does not claim to love. Livia’s
character is both an homage and riposte to the character of Bianca from Shrew for a couple of
reasons. The first and most obvious reason is that Livia is Maria’s sister, as Bianca is Katherine’s
sister in Shrew; this evidences the fact that Livia’s character is an homage. Secondly, Livia and
Bianca share similar situations. Bianca wished to marry for love, as does Livia. In Shakespeare’s
play, an elderly gentleman named Gremio sought to marry Bianca, and in Fletcher’s play, there
is another elderly gentleman, this time named Moroso, who wishes to marry Livia. Bianca loves
someone else, just like Livia does. This means, both women must go against their father’s wishes
to marry whom they desire. Margaret Lael Mikesell states that “The Bianca plot consistently
weakens New Comedy conventions to devalue passionate, romantic love. In New Comedy, the
plot is launched by the lovers’ rejection of the arranged marriage. This kind of marriage is
always presented as morally corrupt because it is motivated by parental greed, an impulse that is
excoriated in the tracts” (108). Livia finds a different way to work around this problem, one that
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is quite clever, too. Livia’s plan, which includes a heavy act of deception to marry Roland serves
as a riposte to Bianca because she, just like Maria, goes above and beyond to get what she wants.
Livia tells Roland: “No, Roland, no man shall make use of me. / My beauty was born free, and
free I’ll give it / To him that loves, not buys, me. You yet doubt me” (1.2.45-47). Livia’s
statement can be identified as a riposte to Shakespeare’s Shrew because she insists that the man
whom she shall marry will be one that will marry her for love, not in an exchange of a hefty
dowry. Consequently, Kate never mentions marrying for love in her marriage, but instead agrees
to move along with it in a sort of silence, which leaves me to believe that Katherine did fall in
love with Petruchio, or perhaps she would have put up a bigger fight before moving along with
the marriage. Moreover, Petruchio in Tamer makes an interesting point when arguing with Maria
in Act 1. He tells her: “You were not forced to marry; your consent / Went equally with mine, if
not before it” (1.3.152-153). Petruchio is trying to rationalize with Maria’s outrage, almost as if
he trying to understand why she is angry if this time around, the union ship was not forced.
Therefore, if consent was given by both spouses, there is no reason for her to withhold sex from
her husband—at least in Petruchio’s mind, there wasn’t. It all boils down to this: We, as humans,
can manipulate and train the mind to act as we wish, simply by using the methods that are used
on animals as a means for training. This typical reward system, exemplified in both texts through
the motif of falconry, has obviously been proven to cause some sort of a transformation for each
of the characters I have mentioned in this essay. The question then becomes, was Petruchio
tamed, or was he simply transformed into a husband that was more suitable in Maria’s eyes? I
argue that Petruchio, like Katherine, also never lost his spirit—his manipulative language and
strong will never deceased. Instead, it was adjusted to the liking of his wild haggard, so to speak.
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4. Conclusion: Falconry, Taming and Marriage
The purpose of this essay was to analyze and explore the characters, moments, and motifs
presented in both Shakespeare’s play and Fletcher’s play to prove that Fletcher’s play is in fact
considered a sequel, an homage, and a riposte to Shakespeare’s original work. More importantly,
after exploring each of the plays, it became clear to me that human behavior is not very far from
that of animals. In other words, by analyzing the female protagonists, Kate and Maria, it is
understandable as to why they comported themselves the way that they did given the contextual
circumstances of their surrounding environments. We can empathize with both characters
because their attitude and behaviors would probably be expected from any human being that is
being forced to do something against their own will. The motif of falconry, which was present in
both plays, goes to show that human beings can be easily manipulated—just as animals can—
through basic rote training methods. We train and we teach animals to respond to us in certain
ways to condition them to our desired behaviors—they are trained to perform a particular
behavior that produces a favorable reward. In turn, the animal is then likely to repeat that
behavior in the future. As we have seen in both plays, the same ideology happens between the
two married couples. While Kate disagreed with the societal expectations of her times, Petruchio
was still able to somewhat tame Kate through his practice of falconry—similar to the domestic
training method we use on animal companions. However, this is not a one-way street; the
training can easily be reversed from the animal to its trainer, and that is exactly what Maria
showed us in Tamer. In addition, Kate does the same with Petruchio in Shrew. What’s important
to reflect on here is that with marriage comes compromise and the adaptation of each other’s
behaviors. With time, each spouse will learn what’s acceptable and what is not through
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experience, just as Kate learned from Petruchio and Petruchio from Maria. Even after we marry
someone, there’s still a lot to learn about our partners: we learn what angers them, what makes
them happy, what makes them sad, what makes them anxious, what irritates them—the list can
go on. If a husband or a wife does something to anger their spouse, more than likely they will
avoid doing that action again so as to not anger them again in the future. Conversely, when we
do things that make our spouses content, we will make it a point to repeat that action again in the
future to get the same reaction. This is similar to what happened with Petruchio and Kate; he
came in with the intention of taming Kate into the society’s idea of a perfect, ideal wife but that
doesn’t happen. He changes some of her ways and helps her realize the importance of being an
obedient wife, but surprisingly, he still allows Kate to speak her mind as she always did, even
after taming her. Though Petruchio did teach Kate how to comport herself, it’s also true that
Petruchio learned to accept his new wife’s undying spirit as well. This was especially evident in
Kate’s final speech, when Petruchio tells Kate to kiss him afterwards. Prior to meeting Petruchio,
Kate never had the chance to learn the appropriate behaviors because there was no man who was
willing to teach her in the way that Petruchio did. Therefore, just as Kate learned how to please
Petruchio, she also learned how to get what she wanted from Petruchio by learning the rules of
the game that Petruchio was playing. Similarly, this happened with Maria in Petruchio’s second
marriage. While Petruchio never lost his manipulative behavior, Maria proves to the audience
that the taming can happen both ways. When we don’t get the reaction that we want from one
another, we will adapt and change to their liking so that we can please them and ultimately get
the reaction that we are looking for. Just as humans train their companions to respond to certain
commands, the animal teaches its owner to respond to theirs. Through signals and sounds given
to us by the animal, we learn what the animals wants—whether it be to let them outside, be taken
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for a walk, to open a door… this ideology proves the point that taming can absolutely happen
both ways, and that is exactly what each of the plays has shown through my research. Ultimately,
falconry is present even in today’s marriage values. While our surrounding environment has a
heavy impact on how we behave and react to situations in our societies, the fact that people tame
each other in marriage is just as true today as it was some 400 years ago. The expectations that a
man and a woman have from their partner becomes clear at some point—whether it be during the
dating stages or after marriage.
I was inspired to write my thesis on this essay for a few reasons. First, early modern
studies have always sparked a fire in me throughout my undergrad years of college. I was
exposed to texts which were written during the Renaissance period and the stories, morals, and
themes behind each of them were always fascinating to me. At the time, as I was studying and
learning the Italian language and reading Italian literature, I was constantly comparing the world
that was presented through the texts I was reading to my own present-day world as a means for
literary reflection and purpose. I was interested in identifying both the changes and similarities
that come from that time period that are still present today. It wasn’t until my graduate studies
that I was truly given the opportunity to study Shakespeare—that opened my eyes to even more
opportunities to reflect on my own real-world scenarios. If it came down to marrying the person
you loved regardless of that person’s financial status, would you still marry that person, no
matter what your family’s reaction was? The answer to this question for many people in today’s
world is: Yes. Come to think of it, we are no different from the character’s presented in the
plays. Just like many couples defied the conventions for marrying because they disagreed with
what society deemed as normal marriage ‘protocol’, the same could be said for people of today.
People today are even more rebellious and careless in their decisions, and that probably has to do
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with the lack of punishment and consequences that would need to be dealt with for committing
such crimes. All the evidence that I have gathered from each of the plays was supported not only
by research, but by several arguments that were posed by scholars that I came across through
scholarship, and by notes shared with me by my colleagues and professors at the graduate school
level. Further research on these two plays that would be interesting to conduct in another essay
would answer the following questions: Was Kate actually tamed in The Taming of the Shrew?
Did Petruchio marry for love, or was it for wealth, status, and male hierarchy? In what ways is
Petruchio the same, and how he is different from his first marriage to Kate and his second
marriage to Maria? I believe that all of these questions would assist in extending the theme of
this essay because they all are directly related to the theme of marriage and marriage values,
which is the basis foundation of all of the topics I have discussed throughout my essay.
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